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“Tahmar turned 
out to be an 
experiment in the 
use of abstract 
form to create an 
autobiographical 
statement... most 
of the abstraction 


was present in the 
very human image 
of Miss Kelly” 
-New York Times 
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“Among the most 
technically 
assured video 
works I've seen... 
clear, sensuous, 

Fy (ol s OF ole (ol s buoy eel te 
beth Ye MB Cole) Cafe) 
provides film 
standard quality.” 
-Robert Adkins, 
Artweek 
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Beauty is a Simple Pleasure (| 503) 


Beauty is a Simple Pleas- 
S¢ with dance 


mentby TrinhT. Minh-haon her film Reas- 
semblage) "the strategies adopted in the 
shooting and editing stages... prevent the 
viewers from appropriating content of the 
images by their brevity and dispersion.” 
Through a wildly spinning camera and 
overexposed shots the piece makes the 
familiar—a tree, a dandelion—unfamil- 
jar, powerful and mysterious. Traveling 
past grassy paths or leafy trees, the cam- 
erapresents images that blur, and then for 
asecond hold steady long enough for the 
eye to recognize a familiar object, before 
again moving on, to create a series of 
glances and glimpse, grasped for a sec- 
ond and then gone. Kelly recounts how 
she spun around with the camera, threw it 
into bushes and ran recording random 
images. Vibrantly colorful, kinetic and 
imaginative, the tape undermines the 
clichéd images produced by deadened 
senses and the use ol vision as control. 


A Videotape by Joanne Kelly. 
Camera; Joanne Kelly 
Editor: Stephen Buckingham 
Facility: Vidéo Free America 
Text: "Women and Nature" 
by Susan Griffin 
Music: African Headcharge 
House: Mark Thompson , Tim Collins 
Special Thanks to Megan Kelly- 
Sweeney, Skip Sweeney, Tim 
Zgraggen. 
Copyright 1987. 


Once Again (1/357) 


A lyrical three part meditation 
onraising her children, Kelly'sOnce Again 
works through repetition and accumula- 
tion to evoke the revisitation, re-working 
and re-loss of childhood experienced as a 
parent, 





Framed by lace curtains wav 
ing and unfurling to the Resident's haunt- 
ina version of Fur Elise, the tape sketches 
three glimpses into the adult's relation- 


ship with the child. In part one, Kelly mixes 








shots ys crashing and toy animation 
from her 1980 video. pactor ance piece 
The Goddess with more recent footage of 
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sate 






her son's birthday party and daughter's 
be ons. The scenes suggest the times 


parenting can allow adults to be kids 
again, and to redevelop a relationship 

ith their own childhoods, often lost or 
distanced through time or sadness, 








Thesecond movementisdarker, 
scarier, as Kelly's camera follows her 
Senghot through mazes at a children's 
playland, on the carousel and at the cir- 
Sude the 
se of identification 
ld, and instead feels the inten- 
pon se ty—and the inescap- 
nability to prevent pain and resent- 
ntthatmary >herchildfrom her. 
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In the third séction, the parent's 
bedroom becomes the frame forall action. 
The scenes (also re-worked from The God- 
dess) mother and father hold and care for 
the baby girl. The two parents never ap- 
pear at the same time; one is always turn- 
ing into the other who disappears and 
again turns into the other. Rhythmic and 
kinetic, the figures enact a dance of pres 
and absence, and are joined by 
srlay ys of af family photos, taken in the fif 
rents with herasa 
>melanchely musi¢ sug- 


of a lost sense of family. 



























The artist as a child and her re- 
lationship with her own parents wei 
onto the 
and tl 
The fit 












tting in motion a dicen of qu 
outthe reality or 





arid also 





perceive her, the mother, and these times? 

Will her memories match with these im- 

ages? How will she integrate this into her 

own life? 

A Videotape by Joanne Kelly. 

Camera: Joanne Kelly, Skip Sweeney, 
Stephen Buckingham, Tim 
Zgraggen 

Editors: Tim Zgraggen. Stephen 
Buckingham, Skip Sweeney 

Music: The Residents 

Facility: Video Free America 

Special Thanks to Megan Kelly- 
Sweeney, Dylan Sweeney, Homer 
Flynn. 

Copyright 1987. 


Surrogate Sisters (| 986) 


Based on a performance piece 
by Zoe Elton, Surrogate Sisters charts the 
dis-settling and disorienting issue of sur- 
rogate mothering. With its multiplying im- 
ages and garishly intrusive technology. 
the visual structure of the videotape comes 
close to provoking nausea. Images divide 
and subdivide frenetically, as the artificial 
almostsing-song performersrecount tales 
° being surrogate mothers and discuss 

he difficult choices in women’s lives, 
ms economics and emotions collide. 
Any sense of reality or emotional identifi- 
cation breaks down as the aggressive re- 
organization of the images distances them 
to the point of disturbing insignificance. 


A Videotape by Joanne Kelly. 

Excerpted from “Platypus Reveals All 

A Theater Piece by Zoe Elton 

Performers: Suzanne Grey, Janeen 
Wyatt 

cians: Patricia Weiss, Zoe Elton 

Facility: Video Free America 

Camera: John Lymberg 

Sound: Liz Gaffney 

Editors: Tim Zgraggen, Skip Sweeney 

Special Thanks to Homer Flynn 

Copyright 1986. 
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” A wry evocation 
of one woman's 
inner journey.” 
-San Francisco 
Chronicle 





Voodoo Automatic (/ 985) 


A tightly controlled and cool videotape of 
aSoon 3 Performance piece, Voodoo Auto- 
matic depicts a beautiful, athletic woman 
rowing in place. Slowly and sree: 

she pushes her oars through the water, 

creating a disturbing tableau of chee 
effort and concentration without effect. 
Carefully composed shots frame the still- 
ness of her figure and curved wipes en- 
velop the technically controlled figure. At 
the end, the rower takesa key and unlocks 
the handcuff that ties her to the oars, and 
gets up. Similar to Surrogate Sisters, the 
visual technology overpowers the human 
scale of action, creating a sense of detach- 

ment and removal. 


A Videotape by Joanne Kelly. 

Writer/Theater Director: 

Allan Finneran, Soon 3 

Performer: Karina Epperlein 

Music: Bob Davis 

Comera a: Megan Roberts, Raymond 

Ghirardo 
Editor: Miodrag Certic 

Facility: Video Free America, One Pass, 
KQED-TV 

Copyright 1985. 


Emergency Exit (| 984) 


Emergency Exit is based on the 
performance piece Miracle Mile by Nina 
Wise and Lauren Elder. It features a wall 
collage of bright geometric road signs 
Stop, Go, Danger Ahead. A woman, 
played by Nina Wise, recounts her feel- 
ingsasa pressured professional, wifeand 
mother, for whom ae has become an ac- 
eumelion of stressful obligations and 
roles, As she t ries to plan a trip, even her 
1road 
yetone seething to shear 
rang od in . the erall information over- 
load, her v a technically controlled 
rdetermined landscape with no 
h humor and energy, she 
HNengesandchoices,and makes 

























off alone toa tropical island, « 
flective under the mosquito 
structured and claustropho 
otape evokes a sense of closed-in anxiety 
and overload, afreneticstruggle ina visu 
ally stunning and strangely static set. 








dic, the vide- 








A Videotape by Joanne Kelly. 

Performance: Nina Wise and Lauren 
Elder 

Music: Nina Wise and Greg Jones 

Camera: Skip yeaa’ 

Editor: Eric Shackeliord 

Production Assistant: Lisa English 

Facility: Video Freé America pai 

Special Thanks to Greg Swar 

Copyright 1984. 


Grenada: 
Portrait of A Revolution (/{983) 


A ground breaking half hour 
documentary on the budding socialist 
experimentin Grenada, itis one of the few 
media accounts of life on this small Carib- 
bean island prior to the US invasion in 
1983. Narrated through aseries of intimate 
interviews with ordinary peop. 
government officials, the video p 
engaging portrait of a small country’ s ef- 
forts to overcome the legacy of colonial- 
ism, severe underdevelopment 











and adis- 
us balance of trade. Despite some 
troubling problems—thecontinuedimpris- 
onmentand torture of political prisoners 
the socialist government is presented as 
an important vehicle for the hope and 
dignity of the Grenadian people: 











Presenting a clear and concise 
historical context for the current events 
Grenada: Portrait of A Revolution is or- 
ganized thematically into units exploring 
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“This program is 
now one of the 
primary sources of 
information... of 
foremost impor- 
tance are the inter- 
views with the re- 
cently assasinated 
prime minister, 
Maurice Bishop, 
members of his 
cabinet and the 
citizens of 
Grenada.” 

-San Francisco 
Chronicle 


f 





“What Follows 
Next makes excel- 
lent use of 
dazzling video 
effects—multiple 
layering of 
images, freeze 
frames, slow mo- 
tion, light that 
seems to come 
from lasers. Ona 
more personal 
level, they lead us 
into the private 
world of a dance 
partnership. It’s a 
special intimacy, 
as practical asa 
marriage, as pas- 
sionate as a love 
affair.” 

-San Francisco 


Chronicle 








tragedy, as we are informed in a post- 
script that most of the people we have just 
seen on screen are now dead. The pro- 
gtam was aired on many PBS stations 
after the 1983 invasion, as Americans 
suddenly—and belatedly—sought to 
understand something about a country 
few had even heard of before. Nominated 
for an Emmy Award for Best Documen- 








Producer/Director: Joanne Kelly. 

Camera: Skip Sweeney 

Assistant to Producer: Lisa English 

Editors: Jane Blake, Jenny Goldberg, Eric 
Shackelford, Laurie Simms 

Facility: Video Free America, KQED-TV 

Special Thanks to Gordon Craig, 

Greg Swartz, Gene Zastrow 

Copyright 1983. 


What Follows Next (/987) 


Partofthe Four Dances For Tele- 
vision program, this work features danc- 
ers/choreographers Bill Young and Mercy 
Sidbury ina three part duet on partnering 
and conflict. In the first movement the two 
dancers, recorded separately and then 
mixed together, move past each other; as 
they fly by the unmoving camera lens, 
they constantly cross paths but without 
connection. The interaction shifts in the 
second segment, as they move jointly, 
almost clone like, following parallel paths 
trap in each others movements. In the 
third segment, their dancing evokes con 
flict and intense relationality; no longer 
crashing into each other or dancing in 
step side by side, their movements create 

intricate patterns of force and reaction. 
han undercurrent of tension and hos 
tility, the duet suggests the power—verg- 
ing on explosiveness—of this intense, in- 
terconnected partnering. The dance be- 
comes a metaphor for an exploration of 
18 of relationships, as the dancers 
k the models and predictability of 
the more traditional duet forms. The visual 















esign of the piece accentuatesan aware- 
ness of their movements in space and the 
relations these create, de veloping asense 
of emotional identification and invo 
ment rare in modern dance. 


Prod 

Shoreographer/Dancers; Bill Young 
Mercy Sidbury 

Music: ].A. Deane 

Camera: Vaughn Kilgore 

Editing: John Andreini, Jenny Goldberg 

Videotape Recording: Eric Shackelford 

Lighting: Greg King, John Sullivan 

Unit Manager: Janis Blacksleger 

Associate Producer: Kathryn Seeth 

Post Pec duction Co-ordinator: Greg 








er/Direcior: Joanne Kelly 











Set design: Christopher Bigelow 

Costumes provided by: I. Magnin 
Danceworks 

Executive Producer: Jim Scalem 

Facility: KQED-TV 

Copyright 1982. 


Tilt The Wheel (1975) 


A beautiful and at-times in 
tensely vulnerable self-portrait, this short 
video plays on the shilt in power relations 
underlying the representation of wornen’s 
bodies created when the artist presents 
herself to the camera. Under an unmov- 
ing, suspendéd camera, the nude video- 
maker/dancer enacts a slow unfolding 
movement. Through n outdated col- 
orizing technology, the imageisabstracted 
ind manipulated, developing a delicate 
and stunning depiction of the body wh 
sensuality and texture are m 





















o vide a. A8 ret 





tones and expressionistic etiarneg te 
} s this effect as it distorts and 
sinplifies he image crea asensibility 
altogether different than that of current, 
sirig tools. 















A Videotape by Joanne Kelly. 
Performer: Joanne Kelly 

Music: Nancy Karp 

Video Assistance: Skip Sweeney 
Special Thanks to Bill Roarty and 
Jono Miller. 

Copyright 1975, 


Vertivision (!974) 


A playtul piece combining in- 
stallation, performance and dance, Ver- 
tivision features a set of interconnected 
monitors that mirror and replay the move- 
ments of the woman climbing, walking 
and sliding among them. In an almost Al- 
ice in Wonderland fashion, the dancer 
seems like adoll moving among gigantic 
toys. The technology, rather than being 
intimidating, instead séem like so many 
oversized building blocks. The constant 
re-framing of the dancers’ movements 
through the stacked sets of monitors cre- 
ates a collage like set of irmages, con- 
stantly reflecting back the image of the 
dancer who ts both climbing on and de- 
picted in the toy-like boxes. 


Unlike many installations using 
linked monitors to create a wall of images 
that overwhelms the human scale to an 
often eerie effect, the video instead devel- 
ops a more playful, handcrafted use of 
advanced video technology. The dancer 
interacts with thesculptural elements more 
likeachildonajungle-gymthanaperson 
confronting overpowering technology. 


A Videotape by Joanne Kelly. 

Performer: Susan Banyas 

Technical Assistance; Skip Sweeney, 
Jono Miller 

Facility: Video Free America 

Special Thanks to Jed Handler. 

Copyright 1974. 


Words (1974) 


Simple images of black and 
white handwritten text tell and then retell 


astory. Diary-like phrases are at first pre- 
sented randomly, and then re-presented 
to tell a not-so-simple tale of a woman's 
short journey, meeting with her lover, and 
return. Like a disturbing event obsessively 
replayed and replayed in memory as one 
sorts out one's feelings and one’s sense of 
what really happened, the tape evokes 
uncertainty andanalmost mundanesense 
of victimization. In the first version, “he 
held me” evokes comfort and security; in 
the second, it suggests threat, restraint, 
violence. The flatness ofeveryday events— 
“lL drove to work,” “I typed envelopes"—is 
undercut by a frightening intimation of 
disruption and loss. Beneath the fabric of 
these mundane events lies a deep sense 
of violation and betrayal, revealed more 
by the troubled replaying of events than 
by the straightforward depiction of what 
happened. An abstract work that power- 
fully suggests the fragmentation and 
reworking of memory and perception, the 
tapeextendsstructural techniques beyond 
games of intellectual manipulation to 
evoke a painful and confusing process of 
emotional denial and realization. 


A Videotape by Joanne Kelly. 

Voice: Joanne Kelly 

Technical Assistance: Skip Sweeney 
Facility: Video Free America 
Special Thanks to Jono Miller. 
Copyright 1974, 


Indigenous (!972) 


A multilayered dance video 
work using saturated black and white 
images in a collage of visual and move- 
ment images in a dense video art tape 
remininescent of the work of George Me- 
lies. 


Videotape by Joanne Kelly. 

Performers: Jill Simaton, Marilyn, 
Joanne Petroff 

Music: Morton Subotnik 

Facilities: KUED-TV, Utah 
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